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      ‘Once  we  have  re-­interpreted  the  optical  image  into  a  conception  of  space  en-­





of  generic  function  in  architecture,  outlined  in  Chapter  Eight  of  Space  is  the  Machine  (1996,  p.216-­
261).  Generic  functionPHDQWWKHEDVLFDFWVWKDWSHRSOHFDUU\RXWLQEXLOGLQJVEHIRUHZHFRQVLGHUWKH






,WDLPVWRLGHQWLI\WKHVHOLPLWVE\GLVWLQJXLVKLQJWKHLGHDRImeaning  from  the  idea  of  the  aesthetic  
125
   µ2UGHUSURSRUWLRQGH¿QLWHGHOLPLWDWLRQDQGVLPSOHVWUXFWXUHDUHXVXDOO\
taken   as   the   characteristics   of   beautiful   objects;;   yet   these   characteristics   are  
obviously   insufficient   to   comprehend   all   the   elements   which  make   up   the  
DHVWKHWLFDOO\ VLJQL¿FDQW DQG HIIHFWLYH 7KH GH¿QLWLRQ IDLOV WR FRYHU DZKROH
class   of   phenomena  whose   reality   cannot   be   disregarded   by   any   observa-­
WLRQXQOHVV LW LVGLPPHGE\ WKHRUHWLFDOSUHMXGLFH7KHFRQWHPSODWLRQRIEHDXW\
as   harmonious   proportion   and   strict   unity   of   form   does   not   awaken   in   us  
the   deepest   emotions   of   the   soul   or   the  most   intense   artistic   experiences.  
A  different  and  stronger  emotional  effect  appears  when,  instead  of  unity  of  form,  
we   are   confronted  with   its   disintegration,   even  with   its   complete   dissolution.  
(Ernst  Cassirer,  1951,  p.328)
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that  the  ways  in  which  buildings  seem  to  convey  social  and  cultural  ideas  to  observers  have  nothing  
to  do  with  the  essential  forms  of  those  buildings7KHPDWKHPDWLFDOWKHRU\GHVRFLDOLVHVIRUPWKH
OLQJXLVWLFWKHRU\¿QGVVRFLDOPHDQLQJRXWVLGHIRUP)RUPDOWKHRULHVSRLQWWRVLJQL¿FDQFHDQGDV-­
VXPHLWODFNVVRFLDOPHDQLQJ/LQJXLVWLFWKHRULHVSRLQWWRVLJQL¿FDWLRQDQGDVVXPHWKDWLWVXEVXPHV



















The  Abbey  of  St.  Hilaire  in  the  Vaucluse  region  of  
France  
Hilaire   in   the  Vaucluse   region   of   France.  Of  
FRXUVHVXFKMXGJHPHQWVDUHDOVRDLGHGE\ZKDW
NLQGV RI EXLOGLQJVZHPLJKW H[SHFW WR ¿QG LQ
GLIIHUHQWODQGVFDSHVDVZHOODVE\WKHVFDOHDQG
location  of  the  building.  But  this  does  not  alter  the  
fact  that  initial  judgements  from  a  distance  about  
ZKDWEXLOGLQJLVVHHPVWRFRPHIURPWKHIRUPRI
the  building  itself.





























































Figures  2-­4.  Dry  stone  circular  'bories',  Vaucluse,  France.
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Figure  6.  Greek  chapel.
Figure  5.  Village  in  Tarn,  France





IRUFHGSHUKDSVE\WKHabsence  of  such  elements  on  the  
WZRODWHUDOPDVVHVWKDWFRQVWUXFWWKHELODWHUDOV\P-­
PHWU\DQGWKHHODERUDWLRQRIWKHWZRURRIGLDJRQDOV












   )LJXUH  LV WKHQ D YLHZ± D FRPSDUDWLYHO\ XQIDPLOLDU RQH  RI WKHPDLQ HQWUDQFH WR/H









Figures  7,  8.  On  the  left,  a  shrine  in  Greece;;  
on  the  right,  a  church  in  Xoximilco,  Mexico.
Figure  9.  Le  Corbusier's  Chapelle  de  Notre  Dame  
de  Haute,  Ronchamp;;  the  main  entrance.

















A square shape is bilaterally 
symmetric, but we scarcely 
notice it. 
But if we add the inverted V
shape, we make the bi-lateral
symmetry much more obvious
We can then emphasis the 
axis of symmetry much more
by placing figure along it 
which are themselves 
bilatera lly symmetric. The 
result is a form with clear 
'systematic intent'. On the 
right we achieve a similar 
effect by different means. 
In information theoretic terms, the shape and the figures are a ll saying the same thing. The more we develop this, the more redundant we are 
making the message, and the more obvious we are making the configurational 'meaning'. This is what we tend to do when we want to give a 
form signification. We make everything say the same thing, so that each element is predictable from the othe rs. We add nothing new by 
addiing more figures once we have made it clear. Th is is why pure and simple forms can be more powerful than figured forms. 
DQGWKH¿JXUHVDQGWKHEODQNVSDFHHLWKHUVLGH
RIWKHD[LVFRPHWRµVD\WKHVDPHWKLQJ¶VRLQ






Figure  10.  Emphasising  symmetry.
Figure  11.  Figures  within  the  basic  form  with  differ-­
ent  relations  to  the  axis  of  symmetry.
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Figure  11.  Le  Corbusier's  monastery  of  Sante  Marie  de  la  Tourette.  











Join   another   to   it   as  
its  neighbour.  Is  it  one  
object  or  two?  
It  is  ambiguous.
Take  an  elevation                                                                                    
Join  another  to  it  as  its  
neighbour  .  Is
it  one  object  or  two  ?  It  is  
ambiguous.  
Then  add  a  vertical  line  along  the  axis  of  
symmetry.  Now  it    looks  like  a  single  object    
because  pointing  up  the  axis  of    symmetry  makes  
the  two  elevations  look  like  similar  objects  in  a  
similar  relation.  In  other  worde  we  have  made  it  
look  like  an  'order'.    It  is  this  that  m,akes  it  read  as  
one  whole  object.
This  time  instead  of  adding  a  vertical  line  
orthogonal  to  the  'earth-­line'  we  add  a  
horizontal  line  parallel  to  the  earth-­line.  Again,  
the  two  initial  squares  come  to  look  like  
similarelements  in  similar  relations  so  again  we  
have  an  overall  'order,  and  again  this  makes  
the  composite  object  read  as  a  single  object.  
This   time   instead   of   adding   a   vertical   line  
orthogonal  to  the  'earth  line'  we  add  a  horizontal  
line  parallel  to  the  earth-­line.  Again,  the  two  initial  
squares  come   to   look   like  similar  elements   in  
similar   relations,   so  again  we  have  an  overall  
'order',   and   again   this  makes   the   composite  
object  read  as  a  single  object.
Take  an  elevationTake  an   evation                                                                                    
Join  another  to  it  as  its  
neighbour  .  Is
it  one  object  or  two  ?  It  is  
ambiguous.  
Then  add  a  vertical  line  along  the  axis  of  
symmetry.  Now  it    looks  like  a  single  object    
because  pointing  up  the  axis  of    symmetry  makes  
the  two  elevations  look  like  similar  objects  in  a  
similar  relation.  In  other  worde  we  have  made  it  
look  like  an  'order'.    It  is  this  that  m,akes  it  read  as  
one  whole  object.
This  time  instead  of  adding  a  vertical  line  
orthogonal  to  the  'earth-­line'  we  add  a  
horizontal  line  parallel  to  the  earth-­line.  Again,  
the   wo  initial  squares  come  to  look  like  
similarelements  in  similar  relations  so  again  we  
have  an  overall  'order,  and  again  this  makes  
the  composite  object  read  as  a  single  object.  
Then   add   a   vertical   line   along   the   axis   of  
symmetry.   Now   it   looks   like   a   single   object  
because  pointing  up  the  axis  of  symmetry  makes  
the  two  elevations  look  like  similar  objects  in  a  
similar  relation.  In  other  words  we  have  made  it  
look  like  an  'order'.  It  is  this  that  makes  it  read  
as  one  whole  object.  
Figure  13.  Collection  of  elements  read  as  a  single  object.
Figures  14,  15  and  16.  Horizontal  and  vertical  themes  in  architecture;;
  staring  from  the  left,  the  Town  Hall  and  church  in  San  Gimignano,  and  on  the  right  
the  University  campus  in  Charlotesville.    















architectural  and  numerical  precision  to  these  ideas.  
5HJXODUVKDSHVDVFRQ¿JXUDWLRQV
&DQWKHVHLGHDVEHWDNHQIDUWKHUE\DVZLWKVSDFHFDSWXULQJWKHORJLFRIFRQ¿JXUDWLRQVLQDQXPHUL-­











Figures  17,  18.  Symmetries  in  a  form.














   7KH¿UVWLVRIFRXUVHWKHV\QWDFWLFRUVLJQL¿FDQFH,  stage  of  object  recognition,  and  the  second  












      md  =  4.609  si  =  .7                                    md  =  5.604    si  =  .867                                             md  =  4.073    si  =  .367
Figure  19.  Different  arrangements  of  thirty  square  elements.
md	  =	  4.609	  si	  =	  0.7 md	  =	  5.604	  si	  =	  0.867 md	  =	  4.073	  si	  =	  0.367






































Figure  20.  A  simple  linear  shape  showing  'balanced  
asymmetry'.











































               si = .7                                si = .867                                     si = .367
6  x  5  rectangle
si	  =	  0.7 si	  =	  0. 7 si	   	  0.7
Fig.  1  a  circs
Fig.  1   circs Fig.  1b  circs
Figure  21.  Graph  of  Total  Depth  Values  for  shapes  in  Figure  19.







so,  it  is  hard  to  rid  the  mind  altogether  of  the  suspicion  that  simple  geometric  forms  do  sometimes  
SOD\DVLJQL¿FDQWUROHLQDUFKLWHFWXUH,QGHVLJQWHUPVDOVRLWLVQRWHDV\WRGLVSHQVHZLWKWKHLGHD
WKDWVLPSOHJHRPHWULFIRUPVDUHLPSOLFDWHGLQWKH¿HOGVRISRVVLELOLW\WKDWWKHGHVLJQHUPDQLSXODWHV





















Figure  22.  On  the  left  the  analysis  of  a  8x8  square  shape;;
  on  the  right  the  analysis  with  the  earth-­line  added.
Figure  23.  The  same  analysis  (as  in  
¿JIRUD[VKDSH





















information  to  us  through  their  forms.
140
5.25           .141 6.56                                      .234
                            4.91              .462                  3.98                                    .3086.65 .492
Figure  24.  Mean  depth  and  symmetry  index  for  the  8x8  and  the  12x4  
shapes  of  Figures  22-­23.
Figure  25.  Mean  depth  and  symmetry  index  for  the  8x8  and  the  12x4  
shapes  with  the  line-­earth  added.
See  Note  1
Relevant  examples:  San  
Sebastian  Design  by  Alberti  
and  Mies  van  der  Rohe’s  
Barcelona  Pavilion.  






















.0960 .431 .0963 .600
.0965 .692 .0969 .723
.0960 .431 .0963 .600
.0965 .692 .0969 .723
.098 .677
rra  .131                          si  .369 rra  .131                          si  .413 rra  .132                          si  .446
rra  .132                          si  ..523 rra  .134                          si  .615 rra  .136                          si  .569
Figure  26.  16x3  rectangles:  horizon-­
tal  addition  of  8x2  sub-­forms.
Figure  27.  16x3  rectangle:  vertical  
addition  of  8x2  sub-­forms.







































Scattergram for columns: X 1 Y1  … X 1 Y2
Figure  28.  The  effect  on  the  symmetry  index  by  the  elaborations  
in  Figures  26  and  27.  
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   md 4.58       si .169                     4 .65                       .492                         
4.77                       .738                          
md 4.61    si .431
  4 .74                          .415
 4.87                        .523
4.40                       .485 
  4.44           .758                            
4.53         .667 
  
4.41          .497
4.5                         .409 4.61                         .636
4.582               .878 4.52                  ..833 4.43                   .818
4.449                  .758 4.63                    .833 4.68                    .636
4.40                       .485 
  4.44           .758                            
4.53         .667 
  
4.41          .497
4.5                         .409 4.61                         .636
3.88.      .591 3.86      .591
3.86      .682 3.86      .636
3.86      .621 3.86      .576




6.35   .303  3.86       .4244.50          .409
6.21    .500 3.86                                 .6824.582               .878
.116  .425                 .089         .438                  .072           .315  .144  .521                 .093           .452                 .078           .384
)LJXUHV$GGLQJ¿JXUHVWRIRUPV
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If  horizontal  strips  are  added  to  a  vertical  form,  differentiation  increases,  but  if  to  a  horizontal  
form,  differentiation  decreases.  NB  in  all  these  forms  other  forms  were  added  to  the  earth-­line
SI  .465 SI  .496 SI  .503 SI  .517
SI  .380 SI  .338
SI  .321 SI  .316
   ,WLVDOVRVWULNLQJDQGLQWXLWLYHZKHQZHH[DPLQH
WKHHIIHFWVRIPXOWLSOHXQLIRUP¿JXUHVRQWKHEDVLFIRUPV
















Relevant  example:  The  AEG  
Turbine  Factory  by  Behrens.
See  Note  3
Relevant  example:  Wells  
Coates’  Isokon  Building,  
Hamstead  London.
Figure  36.  Effects  on  differentiation  by  horizontal  additions  to  vertical  and  
horizontal  forms.


























loops.  Parallel  processors  outside  these  loops  perform  pre-­attentive  sub-­conscious  computations,  but  
145
5.11    .4624.99                 .415 4.66           .363 4.55                 .403
Figures  36,  37.  Symmetry  of  the  Greek  chapel.
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serial  processors  embodied  by  the  loops  perform  attentive  conscious  ones.  (Kong  H  More  Self  than  
Self:  at  Autism’s  Edge,  p.243).  Pinker  adds:  ‘Parallel  unconscious  computation  stops  after  it  labels  
HDFKORFDWLRQZLWKDFRORXUFRQWRXUGHSWKDQGPRWLRQ7KHFRPELQDWLRQVWKHQKDYHWREHFRPSXWHG












language  manage  to  be  phenotypicalLQWKDWWKH\UHIHUWRWKHZRUOGDVLWDFWXDOO\VHHPVWREHDWDQ\
moment  in  time.  










































































































FRPSOH[WKHQZHPXVWSUHIHUWKHVLPSOHRQH$V2FNKDP¶VUD]RUKDVLWentia  non  sunt  multiplicanda  
praeter  necessitatemHQWLWLHVDUHQRWWREHPXOWLSOLHGEH\RQGQHFHVVLW\2IWHQWKLVLVH[SUHVVHGE\


































Relevant  examples:  Le  
Corbusier’s  Villa  Stein  and  Villa  
Savoie,  and  Mario  Botta’s  House  
at  Massagno.




DHVWKHWLFFDQEHGLVWLQJXLVKHGIURPPHDQLQJDVIROORZV:  aesthetic  objects  (including  and  perhaps  
especially  architecture)  become  oriented  towards  meaning  to  the  extent  that  they  use  more  phenotypi-­
cal  means  to  construct  genotypical  simplicity  and  towards  the  aesthetic  to  the  extent  that  they  use  the  
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E\%HKUHQV DPD[LPDOO\ LQWHJUDWHG DQG OHDVW
differentiated  form  resembling  a  compositional  
W\SRORJ\ RI D*UHHN WHPSOH DQG LQWHQGLQJ WR
HOHYDWH WKH IDFWRU\ W\SH WR D FXOWXUDO VWDQGDUG
[Figure  c3].  
Notes:  Sophia  Psarra's  Comments









emphasise  the  horizontal  elongation  of  the  form  and  its  
JUDYLWDWLRQDODWWDFKPHQWWRWKHHDUWKOLQH>)LJXUHF@ Figure  c1.  San  Sebastian,  Italy,  
Design  by  Alberti  
Figure  c2.  Mies  van  der  Rohe’s  Barcelona  Pavilion.  
Is Architectural Form Meaningless?
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Figure  c4.  Wells  Coates’  Isokon  Building,  
Hamstead  London.
3   7KH KRUL]RQWDO H[WHQVLRQ RI IRUPV LV RIWHQ
encountered  in  modern  housing  blocks  (though  
OLQHDUHOHPHQWVRIGHFNDFFHVVDVDQH[SUHVVLRQ
RI FROOHFWLYLW\ UHIOHFWLQJ WKH EHOLHI RIPDQ\
modernist   architects   that   the   design   of   hous-­
LQJ SURMHFWVZHUH FDSDEOH RI VKDSLQJ VRFLHW\
into  ideal  social  communities  [Figure  c4.  Wells  
&RDWHV¶,VRNRQ%XLOGLQJ+DPVWHDG/RQGRQ@
4   7KLV µODFNRI FRUUHVSRQGHQFHEHWZHHQ OD\HUV¶ FDQ
DOVREHVHHQDW WKH IURQWHOHYDWLRQRI/H&RUEXVLHU¶V

















Le  Corbusier’s  Villa  Savoie.
Figure  c5.  Mario  Botta’s  House  at  Massagno
Figure  c6.  Le  Corbusier’s  Villa  Stein.
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